Although literature and poetry have numerous borders of their own, these are rarely assumed to have any significance for the world outside the text itself. A number of reasons for this distinctive division certainly stem from the literary field itself. This paper intends to indicate the exclusivist stance of some theories of literature, and the inclucivist of others, before exploring the possibilities of bridging between borders in text and territory by reference to the life and literature of Oscar Wilde and a performative and imaginative analysis of Paul Muldoon's epigrammatic poem "The Plot".
"Whenever I hear the word culture, I reach for my gun".
2 If arts have frequently, at least before the recent "cultural turn" and mode of New Historicism 3 , been excluded from social engineering and historical research, than, undoubtedly, particularly in the case of literature, the movements and theories of literature are largely responsible themselves for its distance to processes of civilization.
Despite the recent orientation towards interdisciplinarity, literature and the arts are frequently separated from other sciences and social construction. In the condemnation of cultural hermeneutics the Sokal-affair of the mid-nineties recirculated much of the disciplinary dichotomization in the culture wars of the late fifties and early sixties. 4 Perhaps such a schism between the social and the literary started with the famous denigration of the arts and the banishment of poets in Plato´s philosophy and was reinforced with the Aristotelean divisions of knowledge. Throughout Plato's philosophy literature and the arts 2 The line, "When I hear the word culture, I reach for my gun", often associated with Nazi leaders, derives from the first scene of act one in Hanns Johst, Schlageter (Munchen: Langen und Muller, 1933) . The original line is slightly different: "Wenn ich Kultur höre ... entsichere ich meinen Browning," "Whenever I hear of culture... I release the safety-catch of my Browning!" 3 The cultural turn describes developments in the humanities and the social sciences brought about by various developments across the disciplines. The term ensues from Richard Rorty's exposition of the linguistic turn in philosophy under the aegis of Saussure and Wittgenstein in the earlier twentieth century and describes a shift in emphasis towards meaning and on culture rather than politics or economics. For a paradigmatic introductory text, see Fredric Jameson, The Cultural Turn (London; New York: Verso, 1998 are always relegated to a tertiary status, subordinate to ideal form and actual object. Phaedrus condemns writing in general as alien to inner truth and individual memory. Ion presents poets as persons driven by divine madness. Poetry, if allowed at all in The Republic, is to be severely censored. Plato´s philosophical propagation of writers and artists as liars, lunatics and libertines contributed significantly to their historical fate as suspiciously apolitical, asocial and amoral deviants. If Plato´s meditations, however, despite their reservations about artists, served the matters of the soul and the spirit and examined the ideas of thinking, Aristotle's intellectual endeavors prioritized the empiricism of natural research and the logics of structured thinking. Undoubtedly, the emphasis of his projects and his systematic classifications of knowledge propelled disciplinary divisions and specializations. Montaigne's and Luther's insistence on individual mediations and text reading outside the hierarchies of state and church institutions also had repercussions for the severance of text interpretation from a larger context. In the twentieth century, forces of such a fissure accumulate. Despite the socio-political motivation of Russian socialist art and Italian futurism, the modernist debacle of mimesis, the tenets of art for art's sake and the concomitant insistence on anti-referential art reinforced the distancing of art from any social, historical or religious context. This dislocation of art from larger contexts was fuelled by Freudian interiorization, Adorno's advocacy of artistic autonomy, I. A. Richards' insistence on the uniqueness of literary language and, not least, by the avalanche of structuralism in the wake of Saussure´s semiology.
5 Linda Hutcheon´s Narcissistic Narratives captures concisely the final stage of this self-introverted development of literary art. 6 To state that art, to a large extent, has distanced itself from direct proximity with society, is not to deprive art of any essential function in 5 For two of the many texts on pure aestheticism, see 7 That creative arts can be challenging to the formation and future of states and nations, is a lesson Wilde would have learnt from Plato's philosophy, from the Irish tradition of antiEnglish rebel songs, from the secular undercurrent of anti-clerical verse and from the seditious idealism of Romantic poets such as Shelly. In the manner that Wilde put his genius into his life and only his talent into his works, his extravagant dandyism and flamboyant homosexuality could be seen as a further opposition to natural order, church orthodoxy and state law. In his life and literature the versatile author of such short-stories, poems, plays, novels and essays as "The Happy Prince" and "The Canterville Ghost", The Ballad of Reading Jail, The Importance of Being Earnest, The Picture of Dorian Gray, "The Soul of Man under Socialism" and "The Decay of Lying" keeps crossing the geographical, and more importantly, the conceptual borders between Ireland, England, the USA and the Continent. He also displays his literary sensibility across generic divisions, defies ordinary gender constructions, confuses the distinctions of life and art and continuously defines and recontextualizes the limits and laws of the aesthetic itself. Finally, his art and life inspect with wit and flair the situation of the individual under the yoke of moralism, the imperatives of social morass and the letter of the law.
One of the many implications of Wilde´s witty quip at the Customs is the unpopularity of imaginative arts to the authorities of state control. In this respect, Wilde´s entertaining remark corresponds in a comedic fashion to the emphasis of Foucault and Derrida on the transgressive qualities of imaginative writing and founders of discursivity. Foucault argues:
Speeches and books were assigned real authors, other than mythical or important religious figures, only when the 7 The Russian Formalists were a group of very influential literary critics, Victor Shklovsky and Roman Jakobson among them, in Russia from 1910 onwards. Under Stalin Russian Formalism became a pejorative term for elitist art. In the thirties, many of the Russian Formalists were driven into exile due to political disapproval. Humanities often concern themselves with the dilemmas of the individual -moral, spiritual and identitarian ones -and exceptions to rule, whereas natural and social sciences often formulate regularity and law.
author became subject to punishment and to the extent that his discourse was considered transgresssive. In our cultureundoubtedly in others as well -discourse was not originally a thing, a product, or a possession, but an action situated in a bipolar field of the sacred and the profane, lawful and unlawful, religious and blasphemous. It was a gesture charged with risk long before it became a possession caught in a circuit of property values. But it was at the moment when a system of ownership and strict copyright rules were established (toward the end of the eighteenth and nineteenth century) that the transgressive properties always intrinsic to the act of writing became the forceful imperative of literature. what is meant by an author, delineates the hermeneutic possibilities created by his absence and speculates on how what aspects of the idea of an author might activate specific features of a given text.
Foucault´s discursive explorations of the deconstructed author also argues against the structuralist linguisticization of literature. Structuralist interpretations of literature focused exclusively on its grammatical structures and linguistic phenomena; they severed the interpretation of the text not only from the author, but also from historical perspectives and social conditions. 12 To regard literature as a closed body of grammatical structures and internal linguistic phenomena is extremely reductive. After all, one is rarely attracted by the skeleton of a beautiful lady. Wilde´s writing would loose a dimension if we deprived ourselves of the personal panache of the man in the arts. So would the works of Shakespeare and the literature of Thomas Pynchon, precisely because the lack of bibliographical information spurs imaginative interpretations and controversy.
The Within the poststructuralist regime of decomposing the distinct divisions between the text and its contexts, Derrida corroborates Foucault´s view of literature as a law onto itself that discloses and interacts with other law systems. In "Before the Law", his philosophical meditations on Kafka´s famous novel The Trial, Derrida pits literature against religious law, natural law, Kant´s categorical imperative and Freudian psychoanalysis. He asserts:
Perhaps literature has come to occupy, under historical conditions that are not merely linguistic, a position that is always open to a kind of subversive juridicity. It would have occupied this place for some time, without itself being wholly subversive, indeed often the contrary. This subversive juridicity requires that self-identity never be assured, nor reassuring, and it supposes also a power to produce performatively the statements of the law, of the law that literature can be, and not just of the law to which literature submits. Thus literature itself makes law, emerging in that place where the law is made. Therefore, under certain determined conditions, it can exercise the legislative power of linguistic performativity to sidestep existing laws from which, however, it derives protection and receives its conditions of emergence. If Wilde´s fusion of literature and life, his many desiring selves,l f a l l f a l f a l f f a l f a l f a a l f a l f a l f a l f a l f a l f a l f a l f a l f a l f a l f a l f a l f a l f a l f a l f a l f a l f a l f a l f a 16 In its artificial construction of two distinctive counterparts that disintegrate and intersect on closer inspection, the poem provides a serioludic showcase of Derridean deconstruction. The French philosopher's linguistic destabilisation and semiotic freeplay are anticipated in the title that plays on the different meanings of narrative structure, patch of land, political conspiracy and graphic representation. Derrida's attention to the materiality of writing and the expanded concept of text are configured in the graphic letterbox. The many semantic twists caused by the cancellation of phonetic and written difference allude to Derrida's philosophical ambush on the phallogocentric constitution of western thinking.
At first sight and sound these two textual stanzas appear as two very different opponents. The first segment of this text depicts the lie of the Romantic land and organicist erotics, and, thus, appears as the end of an implicit narrative on natural beauty in the common language of the ordinary people. The balladic form ensures the popular address of a Rousseauiste celebration of the rural and natural. These traditional Romantic verses appear in stark contrast to the succeeding scientific matrix.
As a second stanza the alphabetic square questions the ballad form and most forms of conventional poetry. The letter distribution of this quod is only arrested by arbitrary imposition, and the infinite repetition of alfalfa defies the poetic practice of syntactical composition and metric scansion. The morphological atomisation attracts attention to the single letter and the formation of various words depends on alternating semiotic structures: a, al, alf, fa, la, fal, laf, alfalfa. There is an obvious joke here in contrasting an organicist and a concrete poem in a volume of poetry entitled Hay. The second stanza obviously violates many laws of literature. Is this a poem, you might ask. The alphabetic atomism and clear cut square also performs Derrida´s questioning of the inside and outside of a text, the beginning and end of a text, and the play on the letter a that creates the point of departure for Derrida´s concept of difference.
In "The Plot" the fluidity of organicist poetics and the growth of Joyce's Finnegans Wake are combined in a haybox of Derridean writing. The two textual entities in this binary structure disintegrate and overlap. If unknown origin is one of the criteria for a traditional ballad, this does not exclude a mischievous Muldoon as the author. These authorial ambivalences fit Foucault´s deconstructions of the author institution. The claim for tradition and authenticity in the textual body on top is undermined by the self-conscious play on a roll in the hay, and the phrase "best endeavour" suggests a modern terminology that is anachronistic to Romantic sensibility. In this case Muldoon plays upon the tradition of MacPherson's Ossian forgeries, Sir Walter Scott's Minstrelsy of the Scottish Border and Douglas Hyde's translations in Love Songs of Connacht. As a transcription of a transcription with no original, Muldoon submits his simulacrum to the long tradition of fakelore.
Conversely the novelty of the magic letterbox is only meretricious as such a pattern poem belongs to a tradition that runs at least from Callimachus' epigrammatic reactions to the Homeric epic via Herbert's "shaped verses" to Apollinairean calligrammes and Gomringer's concrete poetry, "silencio" in particular.
The internal dissolution of the two poetic entities facilitates interrelations. In the letter box the word alpha suggests a whole periodic system of science from linguistics to chemistry, physics and mathematics in its connotations of alphabet, alpha rays, alpha particles, alpha waves and alphanumerals. Most of these sciences are termed natural sciences and therefore connect with the natural story and beauty of organicist philosophy. The generic grass in the rustic description meets its specification in the hay type alfalfa. Whereas the traditional simulacrum suggests a plot, a narrative structure, the pattern stanza configures a visual plot. Just as the romantic story does not reveal the end, the magic square contains numerous alfas with no omegas. The romantic defloration and fall from grace in the romantic verses appear in the visualisation of the lost letter in fal, that also, of course alludes to the season of harvesting the hay.
As a serioludic poetic showpiece of Derrida´s philosophical interrogations of law, his linguistic imperative and his ideas of deconstruction and differance, Muldoon's plotting suggests several contextual repercussions. Obviously, the poem performs the laws of literary tradition, primarily the ones of Romantic ballads and concrete poetry. In its irreverent playfulness it also opposes expectations of poetic sincerity. But this law-opposing juridicity also comments upon the immediate social conditions from which the poem crystalizes. Northern Ireland, well-known for its rigorous binarities of Republican/Nationalist/Catholic and Loyalist/Unionist/Protestant, is one of this poem's primary contexts. In this context, the poem represents on a formal level a dissolution of the many geographical, historical, social and conceptual divisions of the conflict. Even such a fierce critic of postmodernism as Terry Eagleton admits with specific reference to Northern Ireland the political potential of deconstruction to conceptual binarism and divided societies:
Catholics and Protestants in Northern Ireland in some ways confront each other as alien and fear the dissolution of their own cultural identities by the contamination of the other. This is the aspect of the situation which postmodernism is good at grasping, but usually the only aspect.
ences and undermines subtleties and indirect exchange. Simplistic conceptualizations of borders frequently stem from, and reinforce, Hegelian dialectics and dichotomization. In their poetry and philosophy Paul Muldoon and Jacques Derrida oppose the cognitive operations of binary confrontation and disseminates the concept of border as only two different logics of a limited space that engender the dynamics of limitation and transgression, unification and dissociation. Such binary logics and dialectic constructions are conflictual in themselves in their reduction of diversity and cementation of dominant ideology and social malformations.
In 1887, five years after his tour in America, Oscar Wilde wrote: "We have really everything in common with America nowadays, except of course, language."
18 This ironic inversion of conventional judgment indicates a liberation of unstated similarities at the cost of binary reductionism. In their art and life Oscar Wilde and Paul Muldoon oppose the laws of convention and society, refract bordering binarities and remap the cognitive cartography of their place and time. The theories of text of Foucault and Derrida vitalize the significance of these two authors. Similarly, both of the poststructuralist thinkers emphasize the performative powers of literature and reintroduce the significance of contextuality. If so many theories from New Criticism to Russian Formalism and Structuralism regard literature as a closed system, a ship in a bottle or a kaleidoscope, the approaches of Foucault and Derrida to literature shatter the glass and put writing in touch with a larger horizon.
